There have been some important developments in remake theory in recent years (Horton 1998; Mazdon 2000; Verevis 2006 ) that have attempted to move beyond reductive value judgements and stale conceptions of textual fidelity to analyse remakes through the 'material, historical and political conditions which surround and penetrate the moment of production and subsequent moment(s) of reception ' (Mazdon 2000: 26) . Building on this work, and utilising Tom O'Regan's model of cultural exchange and transmission, this article seeks to build a model of transcultural appropriation attendant to the underlying tensions and negotiations within this hybrid cultural text.
Initially, this interrogation of material conditions necessitates a discussion of the status of Turkey within contemporary political debates, critically examining the notion of Turkey as a country 'torn' between East and West. Second, the article outlines some of the key historical developments in Turkish popular cinema, paying especial attention to the phenomenon of Yeşilçam out of which Şeytan developed. Third, a close textual analysis of the film attends to the ways in which this remake transforms elements of The Exorcist and the contextual factors that shaped these changes. Finally, the article proposes a model of transcultural appropriation that locates these transformations within the wider socio-cultural climate in which they were enacted.
preposition meaning 'across, through') rather than 'inter' (from the Latin preposition meaning 'between, among') as I wish to indicate the fluidity and movement of 'across' in transcultural, as opposed to intercultural with its emphasis on 'between' cultures and the resultant sense of separateness.
Bridge of Civilisations
Few, if any issues in international relations have generated as much myth as that of an alleged 'Islamic threat.' Since the late 1970s, and more particularly since the Iranian revolution of 1978-79, the issue of 'Islam' and of its supposed challenge to the 'West' has become a matter of enduring international preoccupation, and one which politicians within Western European states, as well as a number of Islamic leaders, have chosen to highlight. (Halliday 1996: 107) In 1993 Samuel P. Huntington famously predicted a 'clash of civilisations' between 'Islam' and 'the West' following the collapse of Marxist-Leninism and the end of the Cold War (1993: 22-28 After the founding of the Republic in 1923, a nationalist discourse that had already been gaining power in the final years of the Ottoman Empire was disseminated directly by the state, aiming to legitimise a transition from ummet (from umma, meaning the Islamic community or population) to millet (from mille, meaning nation). (Erdoğan & Göktürk 2001: 534) With the traditional association between state and religion having been dissolved, the many of the film studios were located in Istanbul, and the style of popular filmmaking that was produced by these studios. Throughout this period, imported cultural forms and materials were often being reworked and adapted for the local audience, a practice that reflected an increasingly industrial mode of production within the Turkish film industry.
In the context of these cultural shifts, I will now turn to the film Şeytan, a Turkish remake of the US horror feature The Exorcist, and a film produced at a time of rising Islamic consciousness. While it would be easy to position this remake as an unoriginal copy of the prior film, this study will follow Lucy Mazdon's innovative work on remakes, looking less at questions of 'origins' and 'authenticity' and more towards a study of remakes that shows the remake to be a site of 'difference' rather than a site of the 'same'. As Mazdon argues,
Fantastik Türk Sineması
Rather than a search for origins (the linear causality of the relationship between the 'original' and the 'copy') a study of this kind involves a description of exchange and difference; the unbroken vertical axis which leads from the 'original' text to the remake as 'copy' is replaced by the circles of intertextuality and hybridity. (Mazdon 2000: 27) Furthermore, the prevailing critical mood to condemn remakes for their supposed lack of originality neglects the ways in which elements are appropriated and transformed Turkification is a translation of the West. However, this translation does not simply take place between two languages, but also through other elements of cultural multiplicities. It is not reducible to a transfer of one set to another, each clearly coded and therefore decidable. Here the West and the East are not totalities that are identifiable with a firm set of elements; instead they may be thought of as planes on which various particularities float. (Arslan 2006: 98) This article, then, will analyse Şeytan through an interrogation of the ways in which the home culture restructures the imported text and by locating these negotiations within the specific socio-cultural climate in which they were enacted. Rather then searching for some essential 'Turkishness' or indeed 'Westernness' in the text, this will be an analysis of the ways in which these negotiations reflect the contextual conditions that shaped this particular transcultural appropriation.
Şeytan
The film, as in The Exorcist, opens on an archaeological expedition in the Middle East where an elderly man discovers various historical artifacts signifying the devil. We then cut to a domestic scene featuring Ayten (Meral Taygun) and her twelve year old daughter Gul (Canan Perver). During the subsequent scenes, the theme from The Exorcist (Mike Oldfield's 'Tubular Bells') is repeatedly used to set tone and suspense. clarify what happened to Gul. The key revelation in each character's narrative trajectory is that scientific rationale cannot explain all that happens in the world and that we need to return to religion, a notion that has especial resonance in secular Kemalist Turkey.
7 Indeed, Savas Arslan goes as far as to call the film 'incoherent' for this very reason.
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As we can see in Figures 1 and 2 , the adaptation from Catholicism to Islam further necessitated a number of iconographic alterations. The moment from The Exorcist in which Regan defiles herself using the cross is adapted with the use of a Jinn shaped paper knife (Figure 1 ). While in the exorcism ceremony itself, instead of using Christian holy water, the Imam uses Zemzem water from the holy well of Zemzem, and reads from the Qu-ran rather than the Bible (Figure 2) . Significantly, however, these are not simply cosmetic changes but subtly impact the development of the narrative. Most importantly, it is the ending of the film that exhibits the most significant alteration. 'this is by no means a cosmetic issue for Turkey, but on the contrary, one of the major causes of social unrest in this country ' (2003: 214) .
Conclusion
National audiences, critics and filmmakers appropriate, negotiate, and transform the international cinema in various ways…Any claims we may make about the space of -and distinctiveness of -[national cinemas] must turn on the participation, negotiation, adaptation and hybridisation following on from unequal cultural transfers. (O'Regan 1996: 231) As should be clear, then, Şeytan is not an incoherent attempt to simply plagiarise a Western style horror film, but instead is an attempt to appropriate elements from a prior film in order to comment on, and reflect upon, issues that had significant resonance in the Turkish culture of the time. It is a 'Turkification' of The Exorcist that restructures the imported text in order to affirm the relevance of Islam in contemporary secular Turkey.
At a time when a clash of civilisations is being widely predicted, whether between Islam and Christianity or more broadly the East and the West, it is time to pay attention to the overlapping, intersecting nature of cultures and the hybrid, symbiotic relationship between them. Opposing the essentialist positions that envision cultures as 'pure' and under threat of being tainted by the 'other,' it is my intention that this model of transcultural exchange will draw attention to the intricate processes of borrowing and exchange through which cultures evolve, and go somewhat towards answering that call from Edward Said with which I opened.
